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replace	this	material	space	in	which	paintings	were	grounded	by	
a	represented	space	which	in	a	way	denied	the	space	in	which	
the	painter	painted.	And	it	is	in	this	way	that	painting	since	
quattrocento	has	tried	to	represent	the	three	dimensions	while	
being	grounded	on	a	plane	in	two	dimensions.	(...)	What	Ma­
net	has	done	(and	this	is	certainly	one	aspect	of	the	important	
modifications	Manet	has	contributed	to	Western	painting)	is	to	
make	material	properties,	qualities	or	limitations	reveal	them­
selves	once	again	within	whatever	is	represented	in	a	painting,	
and	which	paintings	had	previously	sought	to	delete	or	mask	in	
some	way	or	other.”	Michel	Foucault,	op.	cit.,	p.	22–23.
13.	 In	2003	Philip	Boudon	republished	Sur	l’espace	architectural.	
When	this	book	was	originally	published	in	1971,	it	described	
the	basis	of	what	was	known	as	Architecturology:	a	theory	
about	the	conception	of	architecture	which	has	since	generated	
a	wide	range	of	research	publications,	but	which	has	still	had	
little	influence	on	Scandinavian	architectural	research.	The	de­
cisive	feature	of	Boudon’s	theory	is	the	importance	of	scale	in	
the	understanding	of	architecture.	In	republishing	Sur	l’espace	
architectural,	Boudon	wrote	a	new	preface	in	which	he	under­
lines	that	a	theory	of	the	creation	of	architecture	cannot	allow	a	
proportional,	geometric	space	to	form	its	framework.	On	the	
other	hand,	frequently	unreflected	but	assumed	geometric	space	
has	constituted	an	epistemological	barrier	to	the	understanding	
of	the	spaces	that	architecture	creates	today.	Consequently,	the	
proportional	must	not	be	assumed	as	the	first	thing,	something	
which	scale	will	subsequently	adjust.	Instead,	the	understanding	
of	scale	–	or	scales	–	must	be	the	first	aspect	of	the	theory,	which	
proportional	considerations	may	subsequently	define	in	greater	
detail.	In	this	connection	I	believe	it	is	relevant	to	point	out	that	
the	understanding	of	scales,	of	the	concrete	formats	of	art	and	
architecture	which	interest	Foucault	and	Boudon	–	and	which	
art	since	the	quattrocento	and	until	Manet	sought	to	conceal	–	is	
also	the	controlling	feature	of	David	Summer’s	re­interpretation	
of	art	history,	as	presented	in	the	impressive	and	inspiring	Real	
Spaces	in	2003.
14.	 Cf.	Gilles	Deleuze,	Le	pli,	Leibniz	et	le	baroque,	Paris	1988,	
which	points	out	on	page	27,	for	instance:	“It	is	true	that	
perspectivism	in	Leibniz	as	well	as	Nietzsche	(...)	is	a	form	
of	relativism,	but	not	relativism	as	it	is	generally	understood.	
What	is	involved	is	not	a	variation	of	the	truth	in	accordance	
with	a	subject,	but	the	conditions	under	which	the	truth	of	
variation	appears	to	the	subject”.
15.	 Op.	cit.,	p.	13	(…)	14.
16.	 Ibid.	p.	10.	The	first	part	of	the	quotation	is	taken	from	the	
English	translation,	the	second	part	from	the	Danish:	Um­
berto	Eco,	“Det	åbne	værks	poetik”,	in	Jørgen	Dehs	(ed.),	
Æstetiske	teorier,	p.	109.	While	the	Danish	version	is	a	trans­
lation	of	Opera	aperta	2.ed,	where	Eco	has	added	the	latter	
part	of	the	quotation	the	English	version	is	a	translation	of	
the	almost	identical	1.ed..
17.	 Ibid.	p.	18.
Notes
1.	 Umberto	Eco,	“The	Poetics	of	the	Open	Work”,	in	The	
Open	Work,	Cambridge,	Massachusetts	1989,	p.	5.
2.	 Ibid.
3.	 Plato,	“The	Sophist”,	in	A.E.	Taylor	(tr.)	Plato:	The	Sophist	
&	The	Statesman,	p	122	(235d).	
4.	 	Ibid.
5.	 Op.	cit.,	ibid.
6.	 Kristine	Stiles,	“I/Eye/Oculus:	performance,	installation	and	
video”,	in	Gill	Perry	and	Paul	Wood	(ed.),	Themes	in	Con­
temporary	Art,	London	2004.	
7.	 Op.	cit.,	p.	6.
8.	 In	Complexity	and	Contradiction	in	Architecture	(1966),	Rob­
ert	Venturi	managed	to	introduce	Manierism	to	contemporary	
architectural	debate;	and	he	did	so	by	presenting	his	own	archi­
tecture	and	following	art	historians	(Nicolaus	Pevsner,	Werner	
Hager	and	others)	around	the	mid­20th	century	who	had	fi­
nally	started	to	take	a	more	nuanced	view	of	architectural	his­
tory	–	particularly	Heinrich	Wölfflins,	who	had	distinguished	
between	Renaissance	and	Baroque	architecture	but	who	had	not	
observed	the	special	features	of	16th­century	Italian	architecture,	
including	that	of	Michelangelo	and	Palladio.	Venturi	was	im­
portant	for	post­modernism,	but	he	himself	was	probably	never	
attracted	by	post­modernism	as	a	trend.	There	was	nothing	un­
satisfactory	in	this.	But	it	was	unsatisfactory	when	in	2004	he	
and	his	wife	Denise	Scott	Brown	in	the	book	Architecture	as	
Signs	and	Systems	–	For	a	Mannerist	Time	once	again	presented	
(primarily)	their	own	architecture	–	this	time	as	an	expression	of	
a	broader	spirit	of	the	time	which	regards	“Architecture	as	sign	
rather	than	space”,	as	stated	in	the	heading	of	the	introductory	
chapter	of	the	book,	which	again	draws	parallels	to	the	16th	cen­
tury	in	Michelangelo	and	others.	As	mentioned	above,	in	1966	
the	issue	was	“Complexity	and	Contradiction”:	not	either/or	
but	both/and.	Venturi	was	experimental,	and	found	parallels	in	
other	experimental	forms	of	architecture.	In	2004	the	issue	is	
“Sign	rather	than	Space”	–	now	we	have	to	choose	in	advance,	
as	if	the	experiments	are	subject	to	rules	which	prefer	to	ignore	
space.	This	framework	may	be	sufficient	to	present	Venturi’s	
later	works,	but	it	is	quite	simply	unsatisfactory	in	charting	the	
vital	features	of	Michelangelo’s	architectural	oeuvre!
9.	 This	was	a	lecture	given	by	Michel	Foucault	in	Tunis	in	1971,	
recently	published	on	the	basis	of	tape	transcripts	in	Michel	
Foucault,	La	peinture	de	Manet,	Paris	2004.
10.	 Op.	cit.,	p.	7.
11.	 Ibid.
12.	 In	his	Manet	lecture,	Foucault	said:	“Since	the	15th	century,	
since	quattrocento,	it	was	a	tradition	in	Western	painting	to	seek	
to	forget,	to	mask	and	avoid	the	fact	that	paintings	were	depo­
sited	on	or	written	in	a	particular	fragment	of	space:	this	space	
might	be	a	wall	for	a	fresco,	a	wooden	panel	or	canvas,	or	even	a	
piece	of	paper;	to	seek	to	forget	that	paintings	were	founded	on	
more	or	less	rectangular	and	two­dimensional	surfaces;	and	to	
